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There is a myth aboutfish in the eastern region ofmy country. Once in awhile on a deep misty day a
fish, that has golden squama, emerges from a deep lake and swims in the atmosphere. If someone see this
fish, he could make his dreams come true. Everybody wants to see this fish. Some people wander in the
deepfog intentionally, but without a pure mind it cannot be seen.
To exist one must take possession of time and space. It is not too much to say that one will be
often valued by the time and space which one occupies. If seeing is believing and believing
governs our life and behavior, then spaces have a great influence on our lives. What I see is
determined by where I am in a particular moment. Therefore, what is seen is limited by time
and space.
Since ancient times, the eastern people have built up a unique relationship between man
and nature. They have developed particular philosophies, about nature, especially about land.
The essence of this theory is called "Feng-Shui". Certain places have positive energy called
"chi", which will be a profitable influence on one's life. Therefore it is important to spend a lot
of time seeking the best place for one's life.
I do not deny this theory of a beneficial place, rather I apply it my life and my landscape
work. Before civilization, merely terrain and weather conditions would be the significant to
choose a place to live. But, in these days, most people consider the social environment. Hence,
people often leave their familiar places to achieve a wish, but often theymust pay a harsh price
for getting used to a new environment.
I am not an exception and I often experience challenges
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to my belief systems in new surroundings. How the physical space surrounding one
relates to
the generation of spirituality ismajor concern ofmy work.
For the past six years, I have set myself in new circumstances to extend my experience. I
question myself when I become confused in my struggle to prove myself.
Am I in the right
place and in the right time? It ismy journey seeking the golden squama. Every time I try to get
used to new surroundings, I feel like I am wandering in the deep fog. Maybe the golden
squama I seek is trulymyself.
Background
My hometown located in the south-west part of Korea, it is very famous for the beautiful
granary fields. My parents owned a large agricultural farm where I spent a lot of time in the
field before entering elementary school. Looking at a green rice field blowing gently under the
blue sky, catching grasshoppers on smelling sweet soil, and looking around our fertile rice field
as Iwalk behindmymother on the narrow levee of a rice paddy, fill up my childhood memories.
Inmy recollection, one memory stands out. One day around dusk, I followed my mother as she
carried the meal to the workers on our farm. As soon as we were in the
workers'
sight, they
came running to us with joyful faces, and then someone lifted me high. At that time, I felt like I
was a prince. Like all other children, Iwas a prince of the kingdom of infancy.
My parents had a great desire to educate their children. They used to say that you have
to study in the biggerworld in order to extend your own Fortunately, I had a chance to study in
Seoul, the capital and largest city inKorea. In 1996, 1 left my hometown for the first time to enter
a famous graduate school where I majored in photography. Bustling environments, talented
classmates and intense competition, were almost enough to cause a nervous breakdown. There
were somany allurements and nobody was there to helpme control myself. However, I knew I
had to survive. For the first time in my life, I started to struggle to become comfortable in a new
environment. The period of adjustment seemed quite long time for me. At first, I attempted to
imitate my classmate's lifestyles and work,
because both looked so splendid to me at that time.
Everybody but me seemed to be almost an artist. But I realized there were gaps Iwould never
close between them and me. Our different backgrounds had led to very different ways of
thinking. I needed to seekmy own way, but it was
not easy I had never competed as a talented
artist in an unfamiliar place, I was not trained and did not know my capabilities. Tmthfully, I
did not know what I was doing. To make my own way, I really needed to know who I was
and what Iwanted to do. In themidst of the panic, and the end of despair, I immersedmyself in
meditation. I spent a lot of time in the Zen center instead ofmixingwithmy classmates.
"Zen is a Chinese word simply meaning self-awareness. Zen is also the name of a
school of Buddhism stemming from the confluence between the Chinese philosophy of Taoism
and Indian Buddhism. The essential characteristic ofZen is a long-time learning procedure that
contains self-practice, pursuing, cultivation, and self-discovery. Zen helps people to release the
shackles in theirminds to help them discover the way to liberty. Zen is also away of awakening
which makes no claims for a monopoly. The avowed interest is to set men free from their
delusions about theworld and themselves. Zen masters believeman is bound to the wheel of
Samsara, the circle of self-frustrating effort. We are ourselves a part of the knots that we seek so
desperately to untie. The more we blindly wrestle to untie the ropes, the tighter and more
constricting it becomes. These knotted ropes are man's craving for prestige, status, power,
money, and material possessions. One attaches oneself to objects, concepts and belonging that
weigh him down and prevent him from seeing the world as it really is. A renowned Japanese
master of Zen,Daisetz Suzuki(1870-19660), wrote; "Zen at its essence is the art of seeing into the
nature of one's own
being."
People usually have the natural energy to receive the happiness of
life. However, this energy is sometimes obstructed by the confusion and misguidance from
material civilization. The basic intention of Zen is to destroy this delusion as well as to regain
concealed natural intelligence and energy. As the confusion in the mind evaporates, everyone
sees what his original features are. Man's craving for material comforts cannot be satisfied in
any external way. The gap
between craving and satisfaction is called suffering. Misguided,men
always search for strength, meaning and guidance everywhere except inside
themselves."1
I wandered about looking for Zen masters, Buddhist monks and meditation masters,
seeking the way to become who I am. The result of my search was that I stopped trying to
mimic others. My classmates liked to come to my place to talk about my thoughts and work.
The moment that a sense of inferiority shifted to self-confidence, the memory of infancy I had
resurfaced. It felt likemy lost kingdom was recovered from oblivion and once it came back into
my realm, I became determined to make my visible lost cherished memory. But, taking a picture
of rice fields seemed worthless. Because there are so many plentiful rice fields in my country, I
feared it was too banal to be a subject. Nevertheless, the memory of being the prince of the
infancy kingdom drove me to continue working on it. The resulting exhibition of landscapes,
entitled "Southern
Land"
was more successful than I imagined it would be. I graduated in first
place, and received positive reviews from the critics.
After the successful exhibition in 1998, 1 idled for almost 6 months without restlessness.
Six months was not that long a time to realize that there was nothing to stimulate me, I had
assimilated my surroundings and needed something different to inspire me. My mother, who
recognized my problem, suggested I study abroad. Imagining living in a foreign country,
overcoming a language barrier, living with new people, in new circumstances awaked my
competitive spirit. The day I receivedmy acceptance letter from RIT, I felt a new world unroll in
front ofme.
Southern Land
When I started my first photographic work in Seoul, I did not know how or where to start.
Actually, it was my first serious study of photography. I spent some time mimicking other's
work and reading other's theories finally realizing that anything but developing my own
vision was worthless. After deciding that I would work to develop my own imagery, I took
pictures of various objects with a peaceful mind, rather than with an obsession driven by the
need to make great art. I worked in a random and intuitive way. This attitude was the result of
my Zen Buddhist training. The Zen Buddhists say that if one wants to find something genuine
on their own, one must do something amply without any intention and look at it with a
peaceful mind and then one can see it. At first I photographed people, architecture, and
landscapes. After using a huge amount of film, I began to concentrate my efforts on the land
where I was born and grew up. I found that I had a secretmemory book deep inmymind that
was filled with ineffable scenes. I became determined to visualize these scenes. I returned to
the Southern Land and startedmy own series by researching the history of the land.
"To see is to desire. Therefore, all eyes are what one might call eyes of desire. In
seeing the world as an object of desire, the eye originates itself as the eye of subject and
possession according to the perspective. Landscape painting
came into existence because
people started to see nature/landscape with the eye of desire. Europeans invented the word
"landscape'
after they found totally different scenery when they went across the Alps into
Italy. So
'landscape'
always seems very fascinated with
Alpine icescape, scenic beauty and a
spectacular and profound image. It was 1492 when Europeans first crossed the Alps. It was
also the year that Christopher Columbus discovered the new world. At this time, Europeans
came out of their everyday living space. The fact that landscapes were painted alone suggests
that people started to see nature with a materialistic view, grasping nature as an object. In the
genre of landscape painting, there lies a desire to illustrate the possession of nature by
painting human beings as the subject/center. Historically humans took the place of God
during the Renaissance. Renaissance thinking laid emphasis on the eye above anything else,
and actually themodern civilization of theWest is based on giving absolute power to the eye.
Among the invention of the Renaissance are representation of one point perspective, the









deepened the union with fig.l
nature. The Orientals cultivated their minds in the mountains and they modeled themselves
on mountains. Nature Mountains were the last nest and the infinite root for the Orientals.
Mountains, which lead into the skies above and are connected with the down world, are
infinitely deep and cozy. So the Orientals adapted themselves to nature and they lived and
water flows. Mountains become the place for the pursuit of truth, so people became seekers of
the truth when they went to live in mountains. Especially, 7% of the land is composed of
mountains in Korea. It is no exaggeration to say that the living environment is mountains.
Ancestors worshiped our mountains and they wanted to lead a life uniting themselves with
nature. This is our culture and history."2
Since the beginning of history, nature has continued to be a major object of human
concern, particularly to oriental men who lived in and were obedient to nature. Nature has
been the primary shelter of living. European and Asian people have different views of nature.
The former positions human beings in the center of the universe, and thereby, approaches
nature from the human perspective to use and conquer. In contrast, the Oriental people
worship nature,whilemaking efforts to be harmonious or united with it.
My work, Southern
Land, was based on the
oriental view of nature. In
other words, I attempted
to apply the theory of
Chinese landscape
painting which expresses fig.2
worship of nature and a
mental mirror of nature's




power and mysterious fig.3
changes through a process of concentrated observation and hyper real detailed depiction.
The attempt to find the origin of landscape led me to the exploration of the Spirit of
Southern Land in my country. The history of my country, Korea, is replete struggles for
survival between the Northern nomad and the southern agricultural people. The
southwestern region, called "Namdo,
Honam,"
may represent the Southern agricultural
people's culture.
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I chose to use the
6x12 horizontal format,
which is shown in classic
ink paintings or folding
screens, both to refer to
classic painting and to
emphasize the horizon of
the wide plain. My
exposure was focused on
the dawn sky, creating a
wide difference in contrast.
In addition, sky and earth
were neatly separated by
using a normal developing
fig.5
time. The dark earth was given a blank effect, emphasizing the dynamic vitality of the hill
curves in the distance.
During the three years my work progressed, I had the opportunity to closely observe
nature. I grew to realize the ineffable beauty of nature and began to understand it as a model
that presented patterns to follow, not simply as an object to be used.
This work, started from a desire to represent my land with great affection, was also the
search to discover and define typical land of my country, Korea. Nevertheless, I now realize
my lack of maturity led to an
imprecise interpretation and representation of nature, which
was caused by inadequate perception and skill.
During the period of this show, I experienced seeming success. My work was
introduced on TV, in several art magazines and newspapers. At first I felt overjoyed, but
gradually I realized that, in general older people preferred my work more
than younger
people. Moreover, one of my friends gave me a critique, stating my work was
stereotypical
especially given my youth and referred me to postmodern art. Even though the
words were
discouraging, I felt my goals had been achieved because I did all I could do for the show at
that time. However, I was conscious that something was wrong or lacking in my art process.




Landscape of Ocean image
fig-6
fig.7
As soon as I began my studies at RIT, I was
aware of a new art stage in my life. I went
outside with cameras and randomly
photographed without any knowledge of the
landscape or my new environment. Wide
cornfields, a huge tree, and a beautiful white
house on a grass field, looked strange to me.
I photographed these landscapes with
the eyes of a stranger, using the 4x5 format,
and interpreted the negatives as exquisite
black and white prints, as I had previously
done in Korea. Before long, I had a chance to
show this work in class, which provided an
opportunity to see the work objectively.
Although most of my
classmates'
reactions
were to say that the work was beautiful, I
understood from their critiques that there was
nothing but beauty in these black and white
landscapes. My prints had well selected beautiful objects and fine detail, which results from
large format films. But there was no enlightenment from the new nature, nor was there a
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meaningfulmetaphor in my prints. I could not
help but feel that the images reflected just big
curious eyes examining new surroundings. I
was in agony for some time because I needed
more than just beauty, I wanted my own form
and style as well as a new way of seeing
nature, one which was different from my
previous work. Once more, I attempted to
seek an answer from Zen, which is the innermost
consciousness. I attempted to change my way of seeing and to find out the hidden meaning of
nature itself, a meaning beyond the viewpoint of common sense.
fig.8
"Zen gives us a new of view of looking at things, a new way of appreciating the
truth and beauty of life and
nature."
A Chinese Zen master Chin-Yuan (? -740) once said,
"Before a man studies Zen, to him mountains are mountains, and rivers are rivers; after he
starts to probe the truth of Zen, mountains to him are not mountains, river are not rivers; but
after this, when he really attains to the abode of rest, mountains are once more mountains and
rivers are
rivers."
What is the meaning of this? The first sentence expresses the viewpoint of
the unenlightenedman, the common understanding which views things through the aspect of
common sense or rational concepts. Hence, mountains and rivers do not have lives of
themselves. While one is pursuing the meaning of Zen, mountains and rivers are treated as a
part of natural creation. The intimate relationship between man and nature starts being
framed. Meanwhile, the definition of mountains and rivers to him has been gradually
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changed. Amountain or river is not just a mountain or a river any more. The master said in
the third sentence that for the man who has fully realized Zen the mountain is once again
mountain and the river once again a river. Conceptually this way of looking at things is
indistinguishable from the viewpoint of common sense, but experientially, the vision of the
enlightened man is radically different from his vision before enlightenment. He sees the
mountain as a mountain, not as high or low, the river as a river, not as beautiful or ugly. He
looks at things with utmost simplicity merely reflecting them like a mirror exactly as they
are.
During a gallery trip to New York City, I
encountered Sugimoto's seascape series,
which opened my eyes. I knew his work
through books, but this was the first time
I saw the actualwork, the scale of which
filled up the entire gallery. At first, I
marveled at his photographic skill, and
fig.9
then I was skeptical of the concept behind these works. As a matter of fact, I could not
understand his philosophy. It was not abstract, but was much less typical than traditional
photographs. Dispassionate, regular, and repetitive, they refuted the special aura. "The serial
structure, consistent form, and constancy of subject in
Sugimoto's work encourage viewers to
discern the subtle differences among the images, inviting
ever finer distinctions of perception.
Attending closely, weighing and comparing
the smallest increments of particularity among the
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prints, we gradually become aware of our own thought processes and realize thatwhat we had
presumed to be transparent and objective actually embodies the essence of subjectivity
- the
fluctuating, fleeting flow of consciousness. If we stay even longer with the work, our self-
consciousness ultimately dissolves in the deliquescent slow-motion of pure vision."4 His work
inspired me to form a distinctive form and style formy own work.
On the other hand, Minor
White took me into the realm of
obscurity through his books.
"Minor White was a mystic, and
Mirrors/Messages/Manifestation5
is a forthrightly mystical work.




neither occult nor sentimental. It was a search for dimensions of daily life. He used to say to
his students in the workshop, you have always been based on the fact that you quiet yourself
down before you start to make photographs, or for that matter, to look at photographs. You
just get everything else out of the way of your concentration, and you come into it as free as
possible of all the things you were just thinking about. Set aside sometime to let all the
garbage go by so as to pay full attention to the
photographing."6 He also said to spend
some time meditating or becoming involved with the environment before shooting. I had
encountered this precept when I started to study photography in Seoul through his book and
I became verymuch involved in it. The
idea came to me very slowly. Although itwas familiar
enough that it was not difficult, it took me a long time to grasp what itmeant. I've worked to
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learn how to see something ineffable beyond the superficial, literal image. I think this
attitude of image making contradicts the very concept of Hiroshi Sugimoto. I found my work
straddling a place somewhere between these two concepts.
I have been interested in something in me that animates the vital principle ofmy life.
When I encountered Zen Buddhism I
found something related to such
principles. Since then I have developed
an enthusiasm for Zen Buddhism. Once
I even thought seriously about being a
Zen master. Even now Zen painting has
more influence on my work than
anything else. fig.ll
The purpose of Zen painting is the finding of one's own pure mind. It is the attempt to
the right cognition of the original Buddha - nature. It is process of enlightenment, which is
not restricted by the written Sutra. Zen paintings are various pictures in which Zenists
express the cognitive stage of the existing world as it is. The concept that everything has its
own nature, generates various themes in Zen paintings. However, some Zenists escaped these
themes, their work withNature, reflects their elegant and innocent view of life, and also their
spirituality and thoughtfulness. These
paintings show an understanding that Buddhism is
sitting up straight in a deep valley. This view of the cosmos and way of thinking affected the
formation and development of landscape poems and calligraphic paintings.
15
"Before starting out onmy thirty years of studies in Zen I saw
mountains as mountains and water as water. As my
understanding gradually deepened I reached the point where
I saw thatmountains are notmountains andwater is not water.
But now that I have grasped the real essence of Zen I have




When I saw Hiroshi Sugimoto's seascape I somehow visualized the linking between
the photograph and this revelation. I believe this sentence tried to state infirm reality. I
decided to make seascapes without sea.
My theory of making this work was that the painting starts from white and then the
painter adds color and figures with a brush. On the other hand, I think that photography
might be started from black, and then the figure and tone appear when light delineates the
subject on the silver emulsion. So I decided to photograph at night, using a flashlight as a
brush.
I had idea of possible night seascape images in
my mind, which I realized were similar to Sugimoto's,
but it was not easy to represent it with land. I began
by using a flashlight at night in order to create the
night sea scenery illuminated by the moonlight.
I flashed the light onto a field, but the intensity of the
fig.12
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beam was too feeble to illuminate a wide area. One night, while Iwas exposing a sheet of film, a
policeman approached me and asked what Iwas doing in such a field at nightwith a flashlight.
At that time, I assumed the policeman spoiled my film because of excessively bright light.
However, after I finished developing the film, I found that the image, exposed by his
searchlights, came closer to the image in my mind. After buying a search light at the police






Inmy artist statement, I wrote:
Since I have come here, I have been taking many photographs. Most
of these were landscapes because I have always had an interest in
nature. One day I realized that I don't have any affection of my
object. I did not even know the name of the tree was or which plant
was growing in that field. In fact I
didn't know any history of this
18
land. When Iwas taking photographs in my country, Korea, I had a
great attachment to the subject. I loved my land and I knew what
happened on the ground. Before I photographed a particular
landscape, I usually met with the landowner and listened to the
history of the land in order to make a genuine landscape.
Unfortunately I had no other choice than gathering the strange
images with curious eyes in a foreign land. Since I realized the fact, I
could not take any more landscape for quite some time. I noticed
the gap between new world and myself. I guess it is nature for
anybody in this situation. Since I was distance from the accustomed
lifestyle, I was unable to make photographs in this new environment
in the same manner as I had in my own country. But I should take
photographs; I was photographing this land without any affection or
knowledge. The whole situation and new experience created irony in
my mind and I attempt to express this through my photographs. At
that time, the landscape appeared to me with certain ambiguity, and
I could see the ocean in the earth.
This first quarter had a significant effect on the entire two-yearmaster's degree process.
I finally entered the realm of the abstract and knew the power of ambiguity for the first time.
The way of taking photographs gradually changed into the making of photographs. I realized
that the relationship between place and artist





After the first walk-through critique, some ofmy teachers suggested that my work was well
presented but that I should think about different ways of making and presenting my ideas. I
tried to understand what they meant by this during the break. I researched books in the
library, visited galleries in New York City, and thought about my work in relation to that of
my classmates'. Above all, I examined my work as objectively as I could. After considerable
thought, one word stood out in my mind.
"Traditional."
I accepted that I was faithfully
following the tradition of the past hundred years. I was pursuing the flawless representation
of objects, like Edward Weston and Ansel Adams. I decided to throw out all ofmy previous
conceptions about making work. I knew it might not be easy, while I encouraged myself by
remembering this is why I came to RIT. I decided to change my subjectmatter, tools and form.
During the second quarter, my interestmoved into memory because my concernwas
to move from the outside world toward the inner. At that time, I was a member of Rochester
Zen Center where I sat for two hours per day. During meditation, there was one major thing
bothering me that would not allow me to calm me down. It was a memory from the past. I
could not know what it was about. I could not see it exactly. But I felt something botheringme
inside. It was segments and instants. It was intangible and overlapped. It seemed like images
projected on a black screen but it was closer to a feeling. Sometimes it caused a little smile in
my face or a whirlwind inmy
mind. I decided to express it as subjectmatter.
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I used to use a Leica for my 35mm format, Hasselblad is my choice for medium
format and Linhof was my choice for 4x5. Around the world all were known as
the best
cameras. For a while, I thought that good cameras made good photographs (or good art). I
also thought that using better cameras would guarantee the quality of my art.
Sometimes I
even thought that an image would be great because it was taken with a Linhof. Like other
traditional photographers, I pursued better cameras as well as perfect mechanism. I felt I was
confined by the limits ofmy equipment. I asked myself, "What if I do not have my expensive
cameras, can I make good
photographs?"
I decided to experiment and prove to myself that I
could make it without expensive equipment. Around that time, I read an article about the
HOLGA in a book. "To play down the technique and technology of photography,
fine-art
photographers sometimes turn to toy cameras. These inexpensive models produce poor
results by any technical standard. But their
flows can actually give your photographs
an
unrefined, impressionistic, and artful
quality."8 I choose the
"HOLGA,"
the
cheapest plastic toy camera as my tool. I
examined the camera, concerned as to how it
could make photographs. This toy camera
produced square images on amedium format
lg'
roll film. Its cheap plastic
lens offered little or no focusing control and softened or distorted
the subject. These unfocused and distorted images,
taken by the HOLGA seemed close to the
images inmy imagination,
which I was trying to produce. In addition,
I found a way to make
overlapping images by controlling the
film rewind button.
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I tried to make the photographic image as a record of a specific time and place by
using the singular, frozen, stilled moment to expand photography beyond its function as a
nostalgic souvenir of a past moment, into a broader terrain of space, time and memory.
Through these works I wanted time to be folded with space. I photographed what I saw from
morning to night. Different times, different light and different images overlapped on the film.
Extremely different light conditions, like noon light and twilight, made peculiar colors when
overlapped. Seeming like an accumulation of particular light, space and time.
My original HOLGA had a fixed shutter speed. I bought a second one and
remodeled it in order to control the shutter speed. I removed the shutter and attached a ND
filter in front of the lens. This ND filter reduced the intensity of radiation twelve times. It
allowed an exposure range from about thirty seconds to three minutes and I made use of the









Occasionally I put myself in front of the camera for a portion of the exposure time in
order to make my figure seem like it was involved with the environment and wandering in
space. Sometimes I could hardly see my figure on the film because I moved or stood for such a
short time in front of the camera during the exposure. It looked like a silhouette or even a ghost.
Nobody recognized what itwas but I realized itwas me and this silhouette proved I was there. I
selected well-matched parts from the whole, and made prints.
At that time, I spent a lot of time thinking about representing the intangible memory,
which was deep in my mind. I was also interested in the difference between a photograph
being viewed as an object on a wall and in a three-dimensional space.
I constructed black boxes with strobe lights inside and put the duratrans print in
front of the a strobe light. As the strobe light flashes in the dark space, the viewer could hardly
see themurninated images because they were momentary and it quickly vanished in the dark.
I wanted to make people experience and explore their own world through my work, conjure
their own images instead of gazing atmy images.
24
In his book PERCEPTION AND PHOTOGRAPHY Dr Richard D. Zakia, RIT
professor emeriti, and psychologist, says that in Gestalt psychology that "seeing, however,
involves more than just stimulus pattern and environment. Much of what we see depends
upon our past experiences (memory), our own personalities, and what we are looking for.
This is why the same picture often gets a variety of response from viewers. What a person
experiences depends upon what he is looking at and what he is looking for, what is out there
and what is in him. If there is too much information presented at one time we either filter
out some of it or simplify it by grouping or
"chunking"
it. If there is insufficient information
we add to it to form a closure and maintain
meaning."9 If one repeatedly sees something that
he cannot recognize, then he tries to imagine something from his own memory book. As my
unrecognizable images flash in the dark, one could feel a moment and remember the memory
of oneself in the dark.
I was interested in the relationship
between photographic imagery and
memory, particularly how personal and
collective memory affects the reading
or
feeling of photographs. I found that the
artist Lorie Novak had a similar interest to
mine. She said "I created installations by
projecting slides of my
family's snapshots
and historical/cultural imagery on to
Fig.23
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interior space and then photographed them. In using projected imagery, I am intrigued by
how the slides create a visual structure. Empty rooms are filed with
"projections"
replaying
psychological and emotional events. The room becomes a metaphor for the mind."10 If her
illuminated room became ametaphor,my dark room could be blank screen to conjure imagery.
Inmy artist statement, I wrote
I store a memory book deep in my mind. Occasionally, when I
watch something or listen to the music, I spontaneously recollect
on specialmemories ofmine. When I look back on these memories,
I am able to start traveling through this book to reachmy real self.
As a photographer who deals with images, almost all of my
memories were composite of images. As time goes by, these
images become more and more vague and obscure. So I decided to
make images by photographing what I saw, where I was and even
what I thought. The important thing for me, is time, and the space
to prove being there. The images of my memory are not distinct.
They always appear as segmented and overlapping images.
Therefore, Imademy film overlap segments of images.
What intrigued me most as I observed the audience looking at the work was that the
viewers'
reactions were extremely different.
Some told me thatmy idea aboutmemory was so
well expressed that they liked to stay in my room.
Others did not like my work. Some even
asked me to turn on the light and watched my work under
the bright light. They told me that
26
they liked my images but were disturbed to see them in such darkness and iUuminated by
strobe lights. They could not stand in my dark space. I saw first hand that viewers felt my
work in their various ways, not simply as I had intended.
In the second quarter I attempted to make my work three dimensional
through for
the first time. I encountered many problems during installation. I had not had the experience
of organizing a whole space before an installation. I realized
that in this kind of work the
space itselfwas more important thanmaking the images. Through this
work I began to see the




At the beginning of the third quarter, I faced a dilemma that existed between the conservative
and the avant-garde, between two-dimensional and three-dimensional. I really loved black
and white photography. I would feel delight while I was printing by hand in the darkroom. In
the first year, at the first history and aesthetic class, I heard about "photography and art
photography."
Photography and art photography? This was beyond my consciousness. Every
classmate but me seemed to know about this distinction. I felt my belief system in terms of
photography, made by using a camera and photographic paper and shown in a frame, crack.
It was a very significant moment inmy photographic path. I wanted to understand what this
meant, and little by little through the first and second quarter I began to understand the
implications of the distinction. I simply used a camera to represent subjects, rather than
mobilize all means possible to satisfy my desire of expression. Not only did I like to apply this
perception tomy work, but also I did not
want to throw away the delight ofmaking black and
white prints either. I found myself straddling these desires.
One night I had a strange dream. I wrote about my dream in the statement which
accompaniedmywalk through
exhibition.
A goldfish wriggled on the arid soil with hard breath under the
glowing sun. The
goldfish dreamt, "This is not ground, this is not




Suddenly, I woke up from my dream and took a look around-
strange place, unfamiliar people, and a foreign language. I was a
hardly breathing. Itwas not a dream.
It is very hard to express a dream with sentences, but this description is close. The
dream reverberated in my mind quite a long time and then slowly evolved to the desire to
representing it. I experimented with ways to express the dream with two-dimensional
methods such as black and white, color and digital. I made photograms with real fish,
photographed the fish laying on soil and drew the fish with Photoshop. However, nothing
satisfied me.
At that time I was dazzled by two artists, James Turrell and Robert Irwin, both of
whom work with light and space. "James Turrell has createdworks that allow the viewer to
apprehend perception, not through
a pseudoscientific exploration of
sight's mechanics, but rather




physiological to the sublime, are
revealed."
He said, "My work is
Fig.24
about space and the light that inhabits it. It is about how you confront that space and plump it.
It is about your seeing. The subject and the material for these works are light and space. But for
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something powerful, situations for its felt presence are fragile. I formed it as much as the
material allows."H
I will never forget the
moment when I encountered
Irwin's work at the museum.
"Robert Irwin creates work with
interest in perceptual and
experiential effects. When lit with
either natural ambient light or four
small floodlights, the literal bulk of
Fig.25
a convex disc seeminglymelts into the surrounding walls. Rounded edges soften and fade away,
leaving an ambiguous center that appears alternately convex and concave. While its mass
dissolves, the disc's shadows, whichmark the wall in circular patterns, seem solid."!2
In addition to using light as a means to create a perceptual environment, these two
artists also used it to heighten
viewers'
perceptions. As the existence and impression of two and
three dimensions vie for prominence, the viewer alternately perceives reality and is deceived. I
was moved by these two works and amazed that it was possible to make sublime art just by
using light. Around that time I saw these two
artist'
works, the idea of using an overhead
projector to expressmy dream came to me, but I hesitated to use
it because I had never seen art
work using an overhead projector. Frankly, I wondered if I could make art using real fish and
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my second walk-through exhibition. Another problem I had was finding the correct light source.
With a slide projector itwas too difficult to adjust the focus of themoving fish, and the lightwas
hard to control, and it required a long distance to cast even illumination. Luckily, I found that an
overhead projector, satisfied all of my concerns. By putting a square fish container on the
overhead projector, I could adjust focus and obtain the illusion Iwas seeking.
Inmy artist statement, I wrote:
Living in a foreign culture always makesme feel out of place,
like the goldfish on the dry ground. The culture, surroundings,
language, and people around me in my home country had
composed my spirit and had been the vital elements ofmy spirit.
Whenever I had hard times in the United States, I thought about
the goldfish on dry ground; it is symbolic of the emotional
suffocation due to the physical displacement from the mother
culture. If the goldfish is physically breathless outside of water
with a lack of air, I feel mentally breathless with a lack of the
necessary sources ofmy spirituality.
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I constructed two rooms from black fabric, each with a forty by sixty inch window, and
then placed the Duratrans prints in the cut out area. I projected the shadow of a fish, swimming
in a container, sitting on an
overhead projector placed inside the
room. This way the viewers
standing outside the rooms, could
only see images, thus they did not
knowwhat happened inside.
fig.28
My work contains two different elementsreality and illusion. Looking at photographs,
one always gets a sense of seeing a reality rather than seeing a two dimensional image on a
paper. Photography, in fact, is nothing but an illusion. In this work through a moving shadow,
one got a sense of seeing an illusion rather than seeing reality. But, it is a fantasy happening in
real time, obscured from view by the curtain. From the discovery of such an ironic concept, I
believe I established the unity of reality and illusion through
their conflicts and confusion.
No one knew there was a real golden fish in water behind the window. At first, most thought
real, not a videotape replaying every several
minutes. Most viewers asked me to show them the
inside. They seemed to feel something throughmy
work.





After I was familiar with RIT, I found many interesting classes such as Scanned Realities,
Electronic Art Seminar and Introduction of Portable Video. All of these classes were about making
images with a computer. I was not good at computer graphics at that time because I had not had a
chance to learn to use a computer seriously. However, many of my classmates worked with
computers and I saw that they made images easily, images I could not create with a camera. I
decided to spend two quarters gaining digital skills and exploring this new media.
When I am working with the camera, the
resulting photographs frequently do not match
my expectation. While I felt something about
the subject, there is just the subject without my
feeling in the print. I think there is so much
progress of work between the subject (or
feeling from the subject) and the final output.
For example, one day I saw a beautiful maple
tree on a green grass field under blue sky. I felt
something peaceful and
dreamlike when I looked
fig.29
at the scene. I took a picture and made a print, imagining the result would be as beautiful, but
there was just the tree, the blue sky and the
green field. The autumn leaves on the field were so
messy and the tree
was just banal. I tried to find a way to
represent the feeling of the scene. As a
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result of analyzing the print, I decided that the messy field crushed the scene's
peaceful sense. So I
cleared part of the messy field with Photoshop and printed the image out on rice paper using
an
Epson inkjet printer. The field came out as white paper where I could draw something recreating
my impression of the scene.
I *: '
I also attempted to make an Oriental
painting digitally. The generic character of
Orienting painting is the use of brush, ink on
rice paper. The drawing must also be
completed all at once. An oil painting can have
layers of added color on the canvas but
Oriental painting cannot have
added ink
because rice paper absorbs and spreads the ink.
This makes an Oriental painting difficult to





One missed touchwould spoil the whole picture and so greatmasters often choose the best
drawing from a number of attempts. A traditional picturewould be composed of a close-up view,
middle view and distant view. For mine, I drew numerous images on rice paper and then scanned
the best of them. The computer allowed me to recompose them at will. After composing the parts
such as a tree, a house, and figures, I printed them on rice paper again with the Epson.
I also attempted to make a Zen
painting, which I have always adored. It is
quite similar to calligraphy and more abstract
than landscape painting. It is very
improvisation and intuitive. I chose Kleenex
tissues as a paper instead of rice paper. I drew
lines and dropped ink on it, as the tissue was
too thin to actually draw something with ink.
The ink spread quickly and I did not
expect
howmuch the figure would change as the
fig.34
ink spread. It seemed to be suitable material to
express fortuity with less intention. I also
scanned the inked tissues into a computer and
thenmanipulated the images in Photoshop.
fig.35
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I think these works do reflect some aspects of my identity. I tried to pretend
to be a
master of Oriental painting as I have always admired the old
masters'
great skill. I am using a
traditional Korean brush, ink and paper because I can never be a master. They accomplished
their technique by working for several decades, but I will not spend several decades, because I
think I know an easier way. I try to pretend to be a Westernized digital artist, but I cannot
because my spiritual background comes from the East. I found my
work straddling these two




I have contemplated my thesis
work since my first year at RIT. I
made several series of works using
straight photography, digital
imaging, Korean traditional
materials, and even experimented
with projection. I thought about
fig.36
which of these works represented my identity more and decided to perfect my third quarter
work and make it deeper. I thought nothing so strongly representedmy situation, than the work
about the fish on the ground. Itwas a metaphor for being out of place. One day, I learned about
the Asian catfish
"Clarias."
Once it has wiped out all the other species of fish in its pond, it
"walks"
away across the land to find a new pond. I imagined the fear the fishmust have before
he decides he must crawl onto the land. Itmade me recall my situation seeking for something
or somewhere to fit in.
I thinkmy way ofmaking work
changed step by step over the past two years. I followed
a traditional way to make
photographs and tried to pretend to be a master of Chinese painting. I
also tried to be an Americanized digital artist while I was using a computer. After going through
this entire path, I understood that the Chinese phrase "dong do seo ki", occupied my mind. It is
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very hard to explain this old Chinese phrase with a short English sentence because it has taken
on so many hidden meanings through out history. It might be interpreted differently in different
periods. I understand it's meaning as creating something based in the Eastern mind using
Western technique and instruments. For example, if one creates a Zen painting on canvas using
oil paint instead of Chinese ink and paper, he applied this theory. I made straight photographs
instead of digitally manipulated images with a computer. I think taking a photograph is quite
similar to creating a Zen painting.When a master draws a painting, he sits down andmeditates a
long time until the image comes up in his mind. The moment that an image has become perfect,
he draws it all at once. It is very momentary. Nevertheless, many fortuities intervene in such a
short time. The ink splashes and spreads in unexpected ways on the paper. The quick movement
of the brush might create an unexpected figure. A great masterpiece of Zen painting is made
through a long conception with a calm mind, fortuity with the fast movements of the brush
and
themaster's great eyewhich then selects the best ofmany attempts.
I stand behind a camera that is on a tripod in front of a landscape. I spend some time
while I imagine the final image I want to create, until it is clear to me. And then, I release the
shutter. The exposure time is short, often everything is determined
in less than a second. But
many thingsmight
happen in this short time. The wind might blur the subject, a bird might come
into the frame, and even an unexpected thing, might appear
on my film. Once the exposure of
the scene is on film, it never can be changed. After I take one or
two more of the same scenes, the
only thing I can do is
make a selection from the film, like Zen painting. Of course I can
manipulate this scene with Photoshop. I can remove the
unexpected bird and even add
something whatever
I want to. However that is more like the idea of
oil painting, which I
mentioned before. Hence, I used straight photographs to
create my Zen paintings.
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Imade four images that represented strange
landscapes for me. I had never seen vast corn and
grass fields, big colorful maple trees and arid
wastelands, before coming to this country. The fifth
was a photograph taken in my homeland which
represented my previous familiar surroundings. I built
a wall 31 feet wide and 8 feet high in the SPAS gallery.
I made five 30x40inch windows in the wall and then I
put images in each window, which were covered
picture frames. Behind the wall I had five overhead
fig.37
projectors, placed rectangular fish containers on them and projected the shadows of the fish onto
the Duratians prints. Different numbers and kinds of fish were placed in each container, creating
various kinds of illusions on each
landscape image. Through the
combination of a two-dimensional
fixed image with four-dimensional
movement, viewers saw two
opposing elements, such as
reality/ illusion ormotion/ stillness at
fig.37
the same time. Instead of fish, the third container projected a wave ring, created by a water drops
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released at fixed intervals. This image was projected upon the Korean picturea metaphor for my
previous, empty pond.
Inmy artist statement, I wrote:
One day a Clarias is aware of the lack of food in his pond. He considers
carefully whether he should leave this pond for
another big pond or just stay.
Once he walks onto land, he will endure fatal risks, such as the burning sun,
lack of air and predators. If he stays, someday he might starve to death, if
he
goes there is no guarantee to finding a good pond. Finally he chooses to come
onto land.
"In Asia, Clarias Catfish has ability to wipe out other fish
species in local ponds and
"walk"






life feels quite similar tomine. I left my familiar pond. Living in a
foreign culture makes me feel out of place, like the Clarias
on the ground. My
spirit has been composed of the culture, surroundings, language,
and people
ofmy homeland,
elements that are vital to what I am now. Whenever I had a
hard time, getting used to
this new culture, I thought about the fish on dry
ground. The fish feels breathless out of water,
and I try to breathe the sources
ofmy spirituality
where they do not exist.
I am still on the way to a
new pond.
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When the audience came into my show, most simply enjoyed my work
because
something wasmoving in the picture. The viewers who watched long enough were again curious
to know what happened behind the wall. Many of them asked me to allow them to see behind
the wall. They wondered if the moving fish shadow was a video projection or a real fish and if it
was a real fish, how itwas possible. One of viewers left this note inmy guest book:
"
Hello
I found this series completely magical and refreshing. It's an
unpretentious self-exploration, which is a very unique theme for a master
thesis. Everything is carefully constructed and pre-meditated to give us






Although I combined two-dimensional fixed image with four-dimensional real
movement in one frame, time could not be stopped. Reality is in existence based on this un
stopped time, therefore, the time-stopped reality cannot be reality. Photography makes time
stop. Hence, the time-stopped photographic image cannot be reality. Moreover, the gap between
the time that the image was taken and the time it is shown creates a gap between photograph
and reality. The reality taken by the photograph has vanished by the time that the image is
shown. It is illusion when vanished reality is represented. In this work I explored combining
this vanished reality with real time images, establishing an ironically spontaneous fantastic










In the beginning of this paper I discussed the fish with golden squama, which once seen makes
one's dreams come true. All the work I have made is an expression ofmy path seeking it. I did
not find it, but I know the past two years were a precious time for mymaturing as an artist.
I now understand that the golden squama,which I am seeking, is the best version ofmyself.
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